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If	 you	want	 to	 understand	Beat	women,	 call	 us	 transitional—a	bridge	 to	 the	 next	
generation,	who	 in	 the	1960s,	when	a	young	woman’s	right	 to	 leave	home	was	no	






















































































































































































































































































































































































































































































































































































BECAUSE	us	girls	 crave	 records	and	books	and	 fanzines	 that	 speak	 to	US	 that	WE	
feel	included	in	and	can	understand	in	our	own	ways.	
BECAUSE	we	wanna	make	 it	easier	 for	girls	 to	see/hear	each	other's	work	so	 that	
we	can	share	strategies	and	criticize‐applaud	each	other.	
BECAUSE	we	must	 take	over	 the	means	of	production	 in	order	 to	 create	our	own	
moanings.	
BECAUSE	viewing	our	work	as	being	connected	to	our	girlfriends‐politics‐real	lives	




































































































































“If	 writing	 is	 revolutionary,	 just	 being	 honest	 and	 talking	 about	 your	 life	 is	
revolutionary.	 If	 everyone	did	 that,	 it’d	 change	 things.	 If	 you	start	 to	 chip	away	at	

















































































































































































































































Is	 its	oppositional	 character	a	 function	of	 its	 content	alone;	 that	 is,	 its	 claim	 to	be	
oppositional?	(Warner	120)		
	
In	attempting	to	define	or	categorize	a	culture	like	the	Beats	or	the	riot	grrrls,	
there	is	an	inherent	flaw.	These	two	movements	thrived	on	their	contingency,	
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refused	labels	or	definitions,	and	built	a	collective	community	based	on	individual	
desires.	A	more	appropriate	grouping,	perhaps,	is	one	that	allows	for	a	community	
to	exist	without	a	label	but	place	the	label	instead	on	the	ideas	that	these	
communities	create	and	circulate.	In	other	words,	label	the	public,	not	the	member	
of	the	assumed	public.	In	this	way,	it	is	easier	to	assess	the	political	validity	of	the	
texts	of	these	counterpublics.	It	is	the	participation	in	publics	that	allows	for	the	
creation	of	counterpublics.	A	counterpublic	is,	at	its	most	fundamental,	a	reaction	to	
a	larger	public.	They	make	different	assumptions	than	their	public	counterparts.	
Most	importantly,	they	are	aware,	and	indeed,	embrace	their	subordinate	statuses	
(Warner	56).	Examining	the	political,	cultural	and	artistic	alternatives	that	are	
provided	by	the	Beats	and	the	riot	grrrls	as	counterpublics	allows	a	closer	
examination	of	their	countercultural	and	subordinate	status	as	women.	The	Beats	
seemed	to	be	an	exclusive	boys	club,	the	riot	grrrls	were	considered	too	delicate	to	
endure	the	hardcore	male	punk	shows—and	participate	in	them	bodily.	As	Warner	
frames	his	concepts	of	counterpublics	and	radical	resistance	around	alternative	
texts	of	his	own,	it	is	similarly	applicable	to	choose	any	sort	of	subversive	text	or	
resistance	media	and	argue	its	merits	in	the	creation	of	a	counterpublic	or	
alternative	sphere:		
Counterpublics	face	another	obstacle	as	well.	One	of	the	most	striking	
features	of	publics…is	that	they	can	in	some	context	acquire	agency.	
Not	only	is	participation	understood	as	active,	at	the	level	of	the	
individual	whose	uptake	helps	to	constitute	a	public;	it	is	possible	
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sometimes	to	attribute	agency	to	the	virtual	corporate	entity	created	
by	the	entire	space	of	circulation	(Warner	123).		
Warner	asserts	that,	“participation	is	understood	as	active,	at	the	level	of	the	
individual	whose	uptake	helps	to	constitute	a	public”(Warner	123).	This	idea	is	
essential	in	contextualizing	the	work,	creative	output	and	drive	that	was	required	
from	the	riot	grrrls	in	making	their	zines	accessible	and	known.	They	were	not	
getting	paid	for	their	work;	in	fact,	a	lot	of	the	costs	of	the	zines	came	out	of	the	
pocket	of	the	girls	themselves.	They	had	no	obligation	or	assignment	of	any	kind	to	
make	these	zines.	They	simply	made	them	because	they	wanted	to,	because	they	had	
to	of	their	own	volition.	Their	active	participation	is	what	manifested	and	
perpetuated	the	public	that	allowed	zines	such	as	Babeland	and	Veronica	Lodge	to	
exist	in	such	a	way.	Similarly,	there	was	no	particular	conventional	monetary	or	
career‐oriented	goal	that	drove	di	Prima	to	create	and	distribute	The	Floating	Bear	
with	LeRoi	Jones.	In	Breaking	the	Rule	of	Cool:	Interviewing	and	Reading	Women	Beat	
Writers,	Nancy	Grace	and	Ronna	Johnson	points	to	the	importance	of	the	
subordination	of	women,	both	in	mainstream	and	countercultural	society,	as	one	of	
the	defining	characteristics	and	primary	tools	used	for	Beat	woman	writers:	“The	
narrative	of	female	Beat	bohemia	presents	them	not	only	as	inhabitants	and	
caretakers	of	preexisting	bohemian	spaces	but	also	as	creators	of	those	spaces,	both	
public	and	private“(Grace	and	Johnson	48).	They	too,	existed	in	both	public	and	
private	spaces,	hoping	to	shirk	the	stigma	of	private	life	and	become	part	of	a	more	
public	one.	Di	Prima	is	able	to	effectively	bridge	this	gap	through	her	artistic	and	
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political	involvement	through	the	creation	and	the	circulation	of	the	public	through	
The	Floating	Bear.		
Warner	uses	the	subordination	of	women	to	great	effect	when	describing	the	
ideals	behind	public	and	private,	especially	in	the	division	of	labor	that	is	not	far	
removed	from	the	classification	of	Beat	women.	One	of	the	best	examples	Warner	
employs	to	explain	the	difference	between	public	and	private	also	addresses	gender	
divisions	and	the	traditional,	gendered	division	of	labor.	The	sexual	division	of	labor	
is	unequal,	and	promotes	men’s	role	in	the	public	sphere,	while	domestic	labor	is	
private,	takes	place	inside	the	home,	is	unpaid	and	is	fulfilled	by	the	woman	of	the	
household.	The	men’s	labor,	meanwhile,	is	paid,	fulfilling	and	essential	for	their	
masculine	identities	(Warner	37).	Here,	gender	relations	and	the	public	and	private	
spheres	(and	their	separation)	have	a	corresponding	relationship.		“The	
marginalization	of	women	undermines	the	Beat	generation’s	myths	of	
rebellion…contradicting	its	claims	to	antihegemonic	status”	(Grace	and	Johnson	5).		
	
Publics	vs.	Counterpublics		
On	the	other	hand,	the	difference	between	a	public	and	a	counterpublic	is	
different	from	the	versions	of	what	is	public	and	what	is	private.	Though	the	Beats—
especially	its	women—and	the	riot	grrrls	were	not	seen	as	influential	or	legitimate	
in	the	eyes	of	a	more	mainstream	public,	the	virtue	of	their	texts	(music,	art,	zines,	
poetry	and	prose)	addressed,	and	therefore,	created	a	public	of	those	who	
understood	and	rallied	around	such	ideas.		
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While	Warner	describes	at	length	three	different	kinds	of	publics,	it	is	the	
third	kind	of	public	that	I	want	to	focus	on	in	relation	to	the	kinds	of	publics	that	the	
Beats	and	the	riot	grrrls	were	attempting	to	create.	As	opposed	to	the	first	kind	of	
public,	(or	the	public,	which	is	a	social	totality)	or	the	second	kind	of	public,	(a	
crowd	or	an	audience	in	a	visible	space)	the	third	kind	of	public	that	Warner	
emphasizes	concerns	itself	largely	with	the	relation	between	a	text	and	its	
circulation	as	the	main	proponent	in	the	creation	of	a	public	(Warner	65‐66).	In	
addition	to	the	relationship	between	texts	and	their	public,	the	public	that	Warner	
envisions	here	is	in	fact	one	that	is	purely	text	based.	“Texts	cross	one’s	path	in	their	
endless	search	for	a	public”	(Warner	7).	Exemplary	of	the	riot	grrrls,	zines	were	
passed	out	haphazardly,	at	random,	left	at	coffee	shops,	passed	out	at	punk	shows	
and	even	taped	to	the	back	of	bathroom	stalls	in	search	of	a	readership.	In	this	way,	
it	is	possible	that	the	information	that	was	being	circulated	in	these	zines	never	
reached	an	audience—intended	or	otherwise.	The	Beat	publications,	meanwhile—
especially	The	Floating	Bear—were	more	methodical	in	their	distribution	process.	
The	creation	of	an	exclusive	mailing	list	creates	a	limited,	albeit	more	intimate	
public.	Readings,	exhibitions	and	“be	ins”	were	also	Beat	publics	that	were	of	an	
exclusive	nature.	It	wasn’t	the	free	love,	inclusive	community	that	the	hippie	
movement	would	later	become,	but	rather,	it	was	more	of	an	artistic	collective	that	
allowed	for	a	very	specific	public	to	remain	under	the	radar	until	it	then	crossed	
paths	with	another,	very	public,	public	of	the	mainstream	media.		
Most	of	our	life	is	surrounded	by	“invisible”	unacknowledged	publics.	And	
yet,	Warner	points	out,	they	are	there,	as	“members	of	our	world”	(Warner	7).		So	
	 66
the	age	old	question:	if	there	is	newsletter	handed	out	at	a	show	but	no	one	reads	it,	
does	it	have	any	sort	of	profound	impact?	If	the	zine	is	hung	on	a	bathroom	stall	but	
the	message	is	instantly	forgotten,	or	if	half	of	the	newsletters	meant	to	be	sent	out	
were	never	stamped,	addressed	or	mailed,	does	that	lack	of	readership	render	a	
public	any	less	legitimate,	influential	or	self‐sustaining?	Warner	uses	pop	music	as	a	
concrete	example	to	point	out,	“there	is	no	such	thing	as	a	pop	song,	for	example,	
unless	you	hear	it	as	addressing	itself	to	the	audience	that	can	make	it	‘pop’”	
(Warner	7).	So	if	a	text	is	created	with	the	intention	to	appeal	to	a	public	but	that	
never	happens,	what	is	the	result?	Warner	insists	upon	the	correlation	between	the	
text	that	generates	the	public,	and	the	circulation	and	reception	of	such	a	text,	which	
maintains	this	public.	Therefore,	texts	in	the	broader	sense	(which	here,	include	
zines,	music	and	poetry,	and	other	forms	of	DIY	expression)	are	essential	in	the	
creation	of	such	publics.	If	we	are	all,	however,	“transient	participants	in	common	
publics”	as	Warner	suggests,	then	there	is	no	one	way	for	a	public	to	remain	
unadulterated.	Everything	ultimately	becomes	an	influence.	As	a	result,	mass	media	
becomes	celebrated	as	“pop	culture”	and	therefore	becomes	the	more	accessible	and	
acceptable	form	of	media,	communication	and	transmission	of	ideas.	But	sometimes	
its	options	are	limiting.	
Warner’s	definition	of	a	public	also	requires	other	criteria.	A	public	is	self	
organized	and	exists	solely	by	virtue	of	being	addressed.	It	is	organized	around	a	
text	and	most	importantly,	is	organized	independently	of	state	institution.	He	goes	
on	to	elaborate	that	“neither	‘crowd’	nor	‘audience’	nor	‘people’	nor	‘group’	will	
capture	the	same	sense	(Warner	67).	This	reinforces	the	necessity	for	a	public’s	
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creation	through	a	text	base,	which	I	argue	is	the	means	through	which	both	riot	
grrrls	and	Beats	are	able	to	distribute	their	information,	thus	making	their	own	kind	
of	public,	unique	entirely	to	their	respective	groups,	no	matter	how	small	or	varied	
the	readership.	Their	group	identity	is	not	centered	on	a	common	interest,	but	
rather,	a	common	public.	In	this	case,	the	common	public	is	the	zine	or	print	
publication	in	question;	it	is	the	rallying	around	a	certain	speech,	or	punk	concert	in	
Seattle,	or	poetry	reading	in	the	Village.	It	is	these	expressions	that	take	place	in	
these	spaces	that	create	the	public,	and	not	just	the	people	or	the	spaces	that	they	
occupy.	Simply	being	in	a	common	space	or	sharing	a	common	idea	does	not	suffice.	
Rather,	there	must	exist	a	central	text	around	which	to	gather	a	public.	Secondly,	as	
previously	stated,	a	public	is	also	a	relation	among	strangers.	In	a	public,	strangers	
belong	to	our	world,	and	therefore	a	public	orients	us	to	strangers	and	in	relation	to	
strangers.	This	does	not	mean,	however,	that	being	in	the	same	place	as	another	
person	automatically	orients	you	to	the	same	public.	Perhaps	most	importantly	
when	discussing	public	discourse,	the	address	of	public	speech	within	a	public	is	
both	personal	and	impersonal.	In	this	sense,	it	can	be	seen	that	although	the	text	
may	be	going	towards	an	intended	public	(the	personal)	the	impersonal	are	privy	to	
this	information	as	well.	Another	thing	to	consider	when	framing	the	publications	of	
the	Beats	and	the	riot	grrrls	is	examine	the	difference	between	public	and	private.	
Warner	does	a	very	good	job	at	doing	this,	providing	the	reader	with	a	coherent	list	
of	the	tangible	or	describable	differences	between	the	two.	Whereas	the	private	is	
nonpolitical,	nonofficial,	concealed,	circulated	orally,	only	known	to	a	select	group	of	
people	(initiates,	he	calls	them)	and	tacit	and	implicit,	the	public	is	open	to	
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everyone,	accessible,	political,	official,	common,	national	or	popular,	in	physical	
view	of	others,	circulated	in	print	or	in	electronic	media,	known	widely	and	finally,	
acknowledged	and	explicit	(Warner	29).	Texts	such	as	riot	grrrl	zines	were	an	
important	public	to	consider	in	contrast	with	the	more	mainstream	public	that	the	
riot	grrrls	tried	to	create	an	alternative	to	because	when	compared	to	this	list,	the	
riot	grrrls	ensured	that,	to	the	best	of	their	abilities,	their	texts	were	made	available	
to	everyone.	Circulation	is	key:	who	is	the	public?	The	public,	in	the	context	of	di	
Prima’s	The	Floating	Bear,	was	an	exclusive	one,	as	it	came	into	existence	through	a	
mailing	list.	The	publics	created	by	riot	grrrl	zines	and	punk	shows,	among	other	
DIY	cultural	expositions,	however,	left	the	definition	of	the	public	open	for	
interpretation.		
In	analyzing	George	Orwell’s	character	Winston	from	1984	and	his	
confessional	diary	entries,	Warner	lends	a	critical	eye	to	the	importance	of	a	public	
within	a	private	text	such	as	a	diary.	“Orwell	has	come	to	stand	for	the	opposite	of	
this	sentiment—that	carrying	on	the	human	heritage	requires	that	one	be	heard	by	
as	many	people	as	possible.	We	might	also	read	the	diary	scene,	and	its	intense	
melancholy,	as	an	unrecognized	allegory	of	the	displacement	of	the	writer	by	the	
technologies	of	the	mass	(Warner	131‐132).	Similarly,	riot	grrrl	zines	are	often	
likened	to	(and	indeed,	do	resemble	at	certain	points)	the	aesthetic,	physical	layout,	
informal	language	and	private	content	that	are	all	characteristic	of	a	diary.	There	
private	ideas	become	public	in	the	process	of	being	distributed	to	others,	even	if	the	
physical	format	resembles	that	of	a	diary	or	an	arts	and	crafts	project.	Unfortunately	
for	Winston,	his	intentions	were	not	for	the	private	ideas	and	their	political	
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consequences	to	become	public	ones,	even	though	Warner	defines	publics	as	
“imagined	entities	with	very	real	consequences.”	Additionally,	publics	and	their	
texts	are	seen	as	a	state	of	discourse	that	differs	from	a	crowd	or	audience	because	
it	requires	an	additional	layer	of	text	circulation:	
The	cultural	horizon	against	which	it	marks	itself	off	is	not	just	a	
general	or	wider	public	but	a	dominant	one.	And	the	conflict	extends	
not	just	to	ideas	or	policy	questions	but	to	the	speech	genres	and	
modes	of	address	that	constitute	the	public	or	to	the	hierarchy	among	
media.	The	discourse	that	constitutes	it	is	not	merely	a	different	or	
alternative	idiom	but	one	that	in	other	contexts	would	be	regarded	
with	hostility	or	with	a	sense	of	indecorousness…Friction	against	the	
dominant	public	forces	the	poetic‐expressive	character	of	
counterpublic	discourse	to	become	salient	to	consciousness.	Like	all	
publics,	a	counterpublic	comes	into	being	through	an	address	to	
indefinite	strangers	(Warner	120‐121).			
The	address	to	indefinite	strangers	is	just	as	crucial	to	the	creation	of	a	
counterpublic	as	it	is	to	a	public,	as	it	is	the	means	to	the	dispersal	of	information	
and	the	subsequent	creation	of	counterpublics.		
	
	A	public	in	the	margins:	Importance	of	the	aesthetic	of	riot	grrrl	zines		
Warner	uses	rhetoric	as	a	kind	of	public	service	announcement;	rhetorical	
strategy	is	seen	as	a	way	to	create	communities	outside	of	a	theoretical	realm.	
Warner’s	definition	of	a	text	is	in	some	ways	reclaimed	in	the	context	of	the	zine	and	
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its	creation.	In	Allison	Piepmeier’s	article	Why	Zines	Matter,	Materiality	and	the	
Creation	of	Embodied	Community,	she	points	to	the	success	of	zines	as	being	a	
product	of	their	materiality,	or	their	aesthetic	appeal.	“Zines	instigate	intimate,	
affectionate	connections	between	their	creators	and	readers,	not	just	communities	
but	embodied	communities	that	are	made	possible	by	the	materiality	of	the	zine	
medium”	(Piepmeier	214).	Pipemeier	also	insists	on	their	materiality	as	a	
fundamental	characteristic	that	allows	the	information	to	be	spread	both	more	
effectively	and	more	intimately.	She	references	her	interactions	with	students,	
noticing	an	interest	in	and	inspiration	by	these	zines,	but	only	after	she	shows	them	
physical	examples.	Simply	assigning	an	anthology,	a	scholarly	text	or	a	web	source	
doesn’t	provide	the	same	impact	that	seeing,	touching	and	examining	an	actual	zine	
provides.	“In	a	world	where	more	and	more	of	us	spend	all	day	at	our	computers,	
zines	reconnect	us	to	our	bodies	and	to	other”	(Piepmeier	214).	This	speaks	to	the	
embodied	power	of	the	circulation	of	a	physical	text,	and	how	the	zine	is	the	most	
effective	in	its	pure	DIY	form:	
Indeed,	the	zine	structure	offers	a	greater	sense	of	intimacy	even	
more	than	other	print	media.	Books	can	pretend	to	be	a	diary	or	can	
even	be	the	publication	of	a	diary,	but	the	mechanisms	of	publication	
and	the	formal	structures	of	books	make	it	apparent	to	most	readers	
that	they	are	not	actually	privy	to	someone’s	confidential	information.	
With	zines,	however,	there	are	fewer	layers	of	separation	between	the	
reader	and	the	creator.	The	imagined	community	is	less	imagined	and	
more	embodied	(Piepmeier	229).		
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The	kind	of	physical	action—and	interaction—required	to	make,	distribute,	read	
and	react	to	these	zines	required	engagement	from	all	those	who	are	a	part	of	its	
community,	therefore	creating	“a	kind	of	surrogate	physical	interaction	and	offer	
mechanisms	for	creating	meaningful	relationships”	(Piepmeier	215).		
	 However,	since	zines	vary	so	widely	in	content,	physical	structure,	
appearance	and	process	as	well	as	in	their	aesthetic	and	creative	merits,	is	it	
possible	to	shape	a	public	around	so	many	different	kinds	of	texts?	Since	the	riot	
grrrls	concern	themselves	with	the	circulation	of	new	ideas,	no	matter	how	widely	
they	may	be	accepted,	it	is	therefore	necessary	to	have	different	ideas	and	points	of	
view	presented	to	their	publics	in	a	variety	of	text	formats.	That	is		
Zines’	trashiness	may,	in	part,	explain	the	reluctance	of	literary	and	
art	scholars	to	analyze	them:	zines	revel	in	informality	and	threaten	
conventional	boundaries.	They	explicitly	reject	the	standards,	
methods,	and	visual	vocabulary	of	mainstream	publishing	and	the	art	
world.	Rather	than	appearing	as	well‐wrought	artistic	pieces,	zines	
take	the	form	of	ephemera,	notes	passed	in	class,	doodles	(Piepmeier	
228).		
	
Accessibility	in	an	Intellectual	Public	
	 In	Warner’s	section	titled	“Styles	of	Intellectual	Publics”	the	question	of	how	
to	address	such	an	audience	is	established	and	clarified.	One	such	problem	lies	in	
the	phenomenon	of	normalization.	In	this	theory,	Warner	postulates	that	a	god	style,	
or	one	that	is	readily	accepted	by	the	public,	is	a	normal	style.	When	considered	in	
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the	context	of	the	Beats	and	the	riot	grrrls,	these	mainstream,	“normal”	styles	would	
include	mainstream	media	and	art	forms	that	were	readily	accepted.	For	the	Beats,	
this	would	presumably	include	Time,	big‐name	publishing	houses	and	displays	of	
other	art	and	music	forms	that	didn’t	take	place	at	small	East	Village	Jazz	cafes	or	in	
the	basement	of	a	church.	The	normal	public	would	be	one	that	was	mainstream	and	
easily	accessible	by	a	large	assembly,	allowing	for	widespread	appeal	and	influence.	
A	clear	style	results	in	a	popular	audience,	but	not	always	in	the	most	effective	
message,	according	to	Warner:		
Accessible	prose	alone	gets	you	nothing	if	the	ideas	are	unpalatable	
for	other	reasons,	or	if	the	public	is	structured	in	such	a	way	as	to	be	
substantively	prejudicial…	Just	as	it	is	a	mistake	to	equate	good	
writing	with	accessibility,	so	also	is	it	a	mistake	to	equate	an	easy	style	
with	effectiveness	(Warner	141).		
This	misunderstanding	of	effectiveness,	style	and	accessibility	is	an	important	
distinction	to	make	in	understanding	what	precisely	motivates	these	publics	into	
existence.	While	Warner	might	insist	that	clear	style	is	what	results	in	a	popular	
audience,	I	would	like	to	argue	that	a	popular	audience	does	not	necessarily	signify	
an	effective	public.	When	examining	a	riot	grrrl	zine	such	as	Bratgirl,	the	politics	
involved	in	the	embodied	creation	of	this	zine	are	more	important	than	a	popular	
audience	interested	in	a	popular	text;	this	is	precisely	why	these	grrrls	have	become	
a	part	of	a	countermovement	in	the	first	place.	For	a	large	portion	of	these	girls,	the	
distinct	different	from	the	content	of	their	zines	and	a	more	polished	creation	such	
as	Seventeen	lies	in	the	perception	and	reception	of	the	text;	the	riot	grrrls	simply	
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did	not	care.	Mass	appeal	was	not	their	mission,	nor	was	compromising	their	voice	
to	achieve	such	mass	appeal.		While	this	chapter	of	Publics	and	Counterpublics	
largely	concerns	itself	with	the	importance	of	scholarly	works	and	rendering	erudite	
texts	more	accessible	to	a	public	(and	the	public)	the	importance	of	accessibility	of	
texts	is	certainly	applicable	to	smaller	and	more	independent	texts	such	as	The	
Floating	Bear	and	zines	such	as	Bratgirl.	In	summation,	there	are	four	important	
characteristics	of	Warner’s	public:	its	relation	among	strangers,	its	self‐organized	
nature,	impersonal	mode	of	address	and	constitution	through	attention.	All	of	these	
characteristics	help	distinguish	and	showcase	the	qualities	of	these	publications.	
Even	if	the	zine	Babeland	was	only	read	or	circulated	among	20	people	per	issue,	for	
instance,	or	if	the	24th	issue	of	The	Floating	Bear	was	only	mailed	out	to	about	half	of	
its	recipients,	does	that	render	the	message	of	the	text	less	effective	or	invalidate	the	
public	to	which	it	appeals?	In	short:	not	necessarily.	Effectiveness,	or	a	lack	thereof,	
does	not	necessarily	render	a	text	less	valid.	When	promoting	artistic	texts	that	in	
their	most	raw	forms	are	subversive,	either	in	content	or	style,	effectiveness	can	be	
presumed	subjective.		
Finally,	some	publics	are	defined	by	their	tension	with	a	larger	public.	Their	
participants	are	marked	off	from	persons	or	citizens	in	general	(Warner	56).	
Participation	in	a	public—or	a	counterpublic—requires	a	subcultural	desire	that	is	
different	from	that	of	the	mainstream,	and	such	a	desire	that	allows	for	novel	
opinions	to	flourish.	Although	a	counterpublic	is	sometimes	compared	to	a	
subculture,	there	are	distinct	differences	between	the	two.	Warner’s	main	
distinction	is	that	“a	counterpublic,	against	the	background	of	the	public	sphere,	
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enables	a	horizon	of	opinion	and	exchange”	(Warner	56).	This	horizon	ultimately	
serves	as	a	means	to	generate,	exchange	and	advance	new	ideas,	leading	to	what	
Warner	believes	is	a	public	discourse	that	provides	change:	“The	discourse	of	the	
public	is	a	linguistic	form	from	which	the	social	conditions	of	its	own	possibility	are	
in	large	part	derived”	(Warner	105).		Furthermore,	there	is	a	significant	difference	
between	the	public	and	a	public.	This	is	the	kind	of	public	that	is	in	being	in	relation	
to	texts	and	their	circulation.	The	public	is	“kind	of	a	social	totality”	(Warner	65)	
while	a	public	possesses	a	series	of	qualifiers	and	traits	that	advance	ideas	that	are	
more	than	likely	subverting	the	ideas	of	the	public.	It	is	a	public,	or	one	that	allows	
for	these	texts	to	come	to	fruition	that	slowly	allow	societal	norms	to	become	less	
prevalent	and	slowly	render	private	ideas	more	public—even	if	that	public	only	
exists	currently	as	a	counterpublic.		
	 When	people	address	the	public,	they	engage	in	struggles.	When	people	
address	publics	(as	opposed	to	one	public,)	they	engage	in	struggles	over	the	
conditions	that	bind	them	together.	This	circulation	of	texts	renders	the	private,	
public—ultimately	making	these	struggles	known	to	others	who	may	wish	to	share	
in	these	struggles—and	perhaps	even	to	combat	them.	Making	private	ideas	public	
ultimately	permits	for	the	creation	of	new	publics,	and	especially	permits	for	the	
creation	of	new	counterpublics	that	serve	as	a	rebuttal	and	perhaps	a	change	to	
mainstream	norms.	In	short,	the	public/private	dichotomy	defines	space,	but	it	is	
not	limited	to	this	definition.	It	also	provides	perspective	for	social	contexts,	feelings	
and	genres	of	language.	All	of	these	elements	are	appropriately	reflected	in	the	DIY	
publications	of	Diane	di	Prima	and	the	riot	grrrls,	as	well	as	their	distribution	and	
	 75
readership.	Although	Warner	may	believe	that	“the	idea	of	a	public	is	a	cultural	
form,	a	kind	of	practical	fiction,”	(Warner	8)	it	is	precisely	these	cultural	forms	and	
these	practical	fictions	that	make	room	for	less	realistic	counterpublics	to	come	into	
existence,	and	thus	a	reality.		
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Conclusion	
“A	public	is	poetic	world	making”	
‐Publics	and	Counterpublics,	page	114		
	
If	the	world,	or	at	least	a	larger	public,	isn’t	affected	or	changed	in	some	way	
by	these	alternative	worlds	that	have	been	created,	what	is	their	point,	precisely?	
Are	they	still	important?	Still	relevant?	Were	they	ever?	Their	importance,	
ultimately,	lies	in	their	existence.	Because	these	alternatives	are	available,	even	to	
the	smallest	public	(or	counterpublic,)	they	propose	a	world	of	possibilities	outside	
of	a	mainstream	one.	These	zines,	these	self‐made	publications,	these	assertive	
poems,	these	angry	punk	songs;	they	all	help	us	to	see	the	world	in	a	new	way,	
rendering	a	new	world—and	ultimately,	a	new	way	of	thinking—possible.	For	the	
rest	of	us,	stuck	in	the	mainstream,	it	presents	subversion,	a	challenge,	an	assertion	
to	our	preexisting	ideals	and	social	norms.	It	allows	the	voice	inside	of	our	heads,	no	
matter	how	faint,	to	ask	such	questions	as,	“why	is	this	still	the	norm?”	or	“why	does	
so	much	inequality	still	exist”	or	“is	that	the	only	way	to	look	at	things?”	Simply	
asking	these	questions,	even	if	there	does	not	yet	exist	an	answer,	is	a	crucial	step	in	
the	fight	for	change.	For	the	participant	of	such	a	counterpublic,	a	space	is	
established	in	which	to	participate,	to	build	this	world,	to	add	to	its	ideas.	But	as	
previously	mentioned,	for	the	outsiders,	for	those	not	a	part	of	a	particular	public,	
but	perhaps	part	of	a	larger	one,	the	option	is	available.	And	options	are	essential.	
Both	the	Beats,	especially	Diane	di	Prima,	and	the	riot	grrrls	presented—and	
present	us	today—with	alternative	worlds,	shaped	by	their	individual	ideals	and	
styles.	Beat	poetry	and	punk	music	have	been	the	bases	for	many	subsequent	
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cultural	movements	and	have	provided	countless	artistic	inspiration.	The	women	
who	took	part	in	creating	a	space	for	their	own	voices	and	the	voices	of	others	to	be	
heard—no	matter	how	discordant	these	voices	may	be—opened	up	a	whole	new	
world	of	possibilities	for	the	rest	of	us.		
	After	extensive	research	and	analysis,	I	have	come	to	the	conclusion	that	for	
the	women	who	were	able	to	make	a	name	for	themselves	despite	the	male‐
dominated	culture	of	the	Beat	Generation,	their	work	has	stood	the	test	of	time.	
They	paved	the	way	for	future	countercultural	movements	to	find	their	respective	
voices	and	to	thrive.	Di	Prima’s	leadership	in	the	creation,	distribution	and	
community	building	of	the	Floating	Bear	newsletter	was	beneficial	both	to	unknown	
artists	who	wanted	to	circulate	their	texts	within	a	public,	and	to	women	as	an	
inspiration.	If	your	needs	aren’t	being	met—if	there	isn’t	enough	academic	discourse	
or	if	no	one	will	publish	your	poetry—do	it	yourself.		
Though	not	directly	inspired	by	di	Prima	and	other	Beat	women,	the	riot	
grrrls	nonetheless	adapted	the	do‐it‐yourself	lifestyle	to	create	their	own	subversive	
public	based	on	private	ideals.	This,	then,	constitutes	their	counterpublic.	Their	
defiance	of	male‐dominated	punk	culture,	where	they	were	pushed	over	in	a	mosh	
pit	or	not	taken	seriously	as	an	artist	ultimately	led	to	a	community	of	womyn,	ideas	
and	music	that	was	just	as	much	about	the	individual	as	it	was	about	feminism	as	a	
whole.	They	doodled	and	Xeroxed	their	way	into	an	embodied	public,	creating	zines	
holding	discussions,	and	staging	punk	concerts	that	allowed	for	important	feminist	
issued	to	be	addressed	in	non‐threatening	way—unless	that’s	how	they	chose	to	
express	themselves.	It’s	their	prerogative.		
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Ultimately,	the	world	making	that	di	Prima	and	the	riot	grrrls	accomplished	
serve	as	a	guide	and	an	inspiration	today.	Marginalized	within	two	already	relatively	
marginalized	cultures,	the	women	of	the	Beat	Generation	and	the	youth	movement	
of	riot	grrrl	within	Generation	X	found	alternative	means	to	convey	their	radical	
ideas	or	showcase	a	different	artistic	form	that	wasn’t	accepted	or	perpetuated	by	
mainstream	culture	and	society.	Their	mere	existence	as	a	counterpublic,	through	
the	circulation	of	a	text,	signifies	that	there	is	a	community	that	exists	beyond	the	
dominant	mainstream	one.	This	circulation	of	texts	renders	the	private,	public—
ultimately	making	these	struggles	known	to	others	who	may	wish	to	share	in	these	
struggles—and	perhaps	even	to	combat	them.	
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